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ABSTRACT 
 
 
 
 
In just a ten-year period from 1999 to 2009, the availability of dance education as a 
dedicated subject in public schools dropped significantly in the United States.  In 2014, 
we are still seeing cuts in the arts and dance specialist positions as the Philadelphia 
School District continues its struggle for funding.  This literature shows how dance 
education outreach programs offered by dance companies have become a backbone in 
the cultural sector. This study explores these programs’ structure and national 
standards across the United States and compares them to those of a dance education 
program offered by a professional Philadelphia dance company, Koresh Dance 
Company.  Through an in-depth interview, program goals and curriculum, training and 
pedagogy, partnerships and collaboration, and evaluation and assessment of programs 
of Koresh Dance Company are identified.  We discover how these elements of Koresh’s 
dance education program are successful in a time where they are one of the only 
providers of dance education in public schools. 
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Chapter One: Introduction and Methodology 
 
Problem Statement 
Through much of the 1990s, dance, along with other art disciplines, had a 
stronger presence in the US education system than it does today. Multiple pieces of 
legislation supported dance including the Goals 2000 Educate America Act (1994) and 
State Collaborative for Assessments in Student Standards (SCASS).  The No Child Left 
Behind Act (2002) also supported the arts in schools, but although designated a core 
subject in this legislation, dance education seemed to diminish in most schools’ 
curricula. In just a ten year period from 1999 to 2009, the availability of dance education 
as its own subject in public schools dropped from 20% to 3% (NCES, 2002).  In 2014, we 
are still seeing cuts in the arts. The Philadelphia School District continues its struggle for 
funding; now facing a $304 million dollar shortfall, which has caused termination of 
many teachers, including the elimination of arts teachers (Adams, 2014). “As arts 
specialists are eliminated from schools, schools are relying on alternative mechanisms 
to provide young people with arts education.  Arts residencies, delivered by professional 
artists and arts educators have been a mainstay of the cultural sector” (Hager, 2010). 
From one-time dance classes to year-long residencies, in-school programs to 
afterschool classes, arts education outreach programs provided by professional artists 
vary in scope and program structure. This paper examines school-based outreach 
initiatives that Koresh Dance Company, a Philadelphia professional dance company, has 
implemented and the core components that constitute their program. Koresh was 
chosen for this study because of their presence in the Philadelphia dance community 
through performance, instruction and outreach over the past 10 years.  This research 
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will explore the dance company’s outreach initiatives through its program structures, 
teaching artists, collaboration efforts and the evaluations of their programs, in efforts to 
show Koresh’s the successfulness of the program in a time where there is an absence of 
dance education in public schools. 
 
Framework 
Arts integration, when an art form and another subject area unite through 
ideas, “helps students make connections; it gives them an opportunity use experiential 
learning as opposed to academic learning” (Southworth, 2013). It is also beneficial to 
the arts organizations as it can fulfill their mission and community outreach 
commitment.  But any administrator knows that much more than just curriculum is 
needed to make a dance education program successful for both the school and the arts 
organization.   In order for a program to operate to its fullest capacity and produce the 
best results, multiple aspects of a program structure must be considered. For the 
purpose of this study, four categories were created to address all of the elements that 
define an arts education program. These categories include: teacher training and 
pedagogy, program goals and curriculum, collaborations and partnerships, and the 
evaluation and assessment of programs.   
 Teacher training and pedagogy is an essential aspect of any program.  The skills 
and knowledge of a teaching artist are directly related to children effectively learning.  
Teachers gain content knowledge and pedagogical knowledge critical to teaching 
through obtaining degrees in dance education, becoming certified through teacher 
training programs and by using educational resources offered by national dance 
organizations. Another important part of program structure is program curriculum and 
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goals.  These give dance classes structure and give the teaching artist a guideline in 
which to work by.  Collaborations and partnerships are also an important aspect as they 
help produce a program that works equally well for the arts organization and partner 
schools through communication and teamwork. Last but not least, research, evaluation 
and assessment not only “demonstrate accountability to your funders…it can strengthen 
your organization by helping to improve programs and solve problems (Georgia State 
Council for the Arts, 2007).” 
  
This framework will help us understand the capacity of dance education 
programs through past research and experiences. Critical issues that emerge through 
this research will be further explored throughout this study.  Later on, through a case 
study, we will see an individual case of a dance education program specific to 
Philadelphia.  
 
Methods 
Qualitative methods were used to conduct research in this study.  A literature 
review of past research is used to analyze data that has shaped dance education 
programs.  To guide this research and set a framework for the study, a set of four 
distinct parts of a dance program structure were chosen: teacher training and pedagogy, 
program curriculum and goals, collaborations and partnerships, and research, 
evaluation and assessment of programs. In efforts to supplement this research, it was 
originally intended that three professional Philadelphia dance companies of varying 
sizes would be studied and compared.  Due to two companies being unable to respond 
request, research was limited to one dance company as a case study. Koresh Dance 
Company, a Philadelphia based professional dance company that offers a dance 
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education program in public schools, was used to obtain a more thorough 
understanding of the structure of a dance outreach program in Philadelphia. This 
organization is a mid-size dance company with an annual budget just under $1 million.  
An in-depth interview was conducted in person, followed by phone and email 
conversations, with a staff member essential to the dance company’s outreach program.  
The semi-structured interview was guided by a set of questions based on the four 
categories of framework of the study, but allowed the interviewee freedom to digress.  
This freedom allowed the interviewer to discover information that did not appear in the 
original intent of the study.  To ensure accuracy of information, the interview was 
recorded. The information obtained from the interview was then transposed into sub-
sections according to topic. 
 
Potential Limitations 
This study is limited by its size and scope, as well as its geographic focus.  The 
case study is based on one professional dance company in the city of Philadelphia that 
offers dance education to K-12 public school students.   There are two potential 
limitations to this study: bias and access to information.  I was previously employed by 
Koresh Dance Company which may cause partiality in ideas.  It is important that I not 
make generalizations about the population I am studying based on the standard of my 
former workplace. Also, access to personal interviews with the program coordinator 
may be narrow, as there is only one designated staff member to discuss this program 
and finding time for a formal interview may be difficult. 
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Anticipated Findings 
 
As Koresh Dance Company is based on modern jazz technique, I expect that the 
outreach program may vary from a program that is based solely on hip-hop or ballet 
because with different genres, there are different approaches to teaching.  Ballet, for 
instance, is very structured compared to hip-hop, which tends to be less restrictive.  The 
capacity of the arts organization will also affect how much or little they offer to schools.  
This could affect the length of class, the number of classes offered, and the number of 
schools in which they offer their program.  The arts organization’s mission and 
objectives could also have an effect on their goals within their dance outreach, which 
could affect what is being taught.   These and many other factors can change the 
structure of programming that is being offered to schools, but it is also likely that this 
organization has many similar aspects of programs compared to those across the nation.  
 
Why is this important? Understanding the varying structures of dance programs 
may be the tool that helps arts organizations determine what characteristics make a 
successful dance education program in a school setting for their organization.  Knowing 
which things are successful and which elements are not, will help them to see what 
changes need to be made within their own individual program.  For this study, the 
success of this program is determined by the professional dance organization.  Assuming 
the company uses evaluation and reporting systems, we will be able to see what 
feedback they are getting from students, schools, administrators and funders on the 
success of their program. Success will be defined by positive feedback from schools, 
long lasting partnerships, and continual support from funders. 
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 For programs that are not fully developed or struggle with determining the 
correct structure, this can be a guide in shaping how they evaluate their programs. They 
will be able to better understand the effectiveness of their arts education program by 
seeing how another arts organization runs.   Not only is this important for arts 
organizations, in the end, this collective approach will be a tool that challenges arts 
organizations to change the way students are learning through the power of the arts. 
Furthermore, this study will add to the research of Philadelphia dance education and 
can be used as a reference in the field.  
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Chapter Two: Literature Review 
 
Introduction 
Dance education outreach programs offered by dance companies have become 
a backbone in the cultural sector: “These partnerships can help schools implement 
reforms and try out innovative programs that will prepare for the demands of the 21st 
century (Hager 2010).” In order to fully understand Philadelphia dance education 
programs in public schools, a closer look is taken at literature that discusses dance 
education programs and national standards across the United States.  For the purpose 
of this paper, four main categories address the elements that make up the structure of a 
dance education program, including teacher training and pedagogy, program goals and 
curriculum, partnerships and collaboration, and evaluation and assessment of dance 
education programs. These areas were chosen based on trends in criteria for grant 
proposals in Philadelphia.  
 
Teacher Training and Pedagogy 
There are multiple ways that dance educators gain the knowledge to teach dance 
effectively to students.  The most common way is earning a degree in dance education 
from a university or college.  Programs such as Temple University and the University of 
the Arts in Philadelphia offer degrees in dance education.  Their curriculum includes 
courses in both technique and process.  Similar in content to these college programs, 
teacher training programs are also available across the United States. Dance Masters of 
America is an example of a training program that promotes national standards of dance 
education.  Both of these means of learning include studying both content knowledge 
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and pedagogical knowledge.  There are also many online resources such as the Kennedy 
Center’s Art Edge (2012) that have been created specifically for dance educators and 
provide materials such as standards, curriculum/lesson plans and program goals. State 
councils and foundations, such as the New York State Council on the Arts and New York 
Foundation for the Arts, also hold informal meetings in which teaching artists provide 
them with the challenges they encounter so that they can keep these resources current 
and practical (Tolkoff, 2004).    
Fortin argues that it is not enough to know about a topic: “Teachers need to 
transform their knowledge of subject matter into teaching that fosters students’ 
learning.  For example it is not enough to be technically skilled in order to teach dance 
technique; one needs to develop efficient instructional tasks to pass on those skills” 
(Fortin, 1995).   In this statement, Fortin is referring to the difference between qualities 
known as content knowledge and pedagogical knowledge.  Content knowledge for a 
dance educator consists of knowledge of body and movement vocabulary, the creative 
process or choreography, and knowledge of dance theory. Pedagogical knowledge 
consists of knowledge of academic learning time, classroom management, classroom 
climate, and principles of planning, instruction, and evaluation (Fortin, 1995).  Shulman 
(1986) created the concept ‘pedagogical content knowledge,’ the blend of these two 
knowledge bases, in which he attempted to understand how issues were organized and 
adapted to specific learners.  He believed the combination of these two types of 
knowledge set a framework of a successful educator. 
Warburton (2008), on the other hand, argues that “deficiencies in the skills needed 
to teach the content of dance,” (i.e., pedagogical knowledge), “pose a bigger threat to 
effective instruction than familiarity with the subject being taught,” (i.e., content 
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knowledge).  His belief is that pedagogical knowledge holds a much stronger position in 
whether or not a teacher can effectively get through to the students.  To prove his 
point, Warburton uses an example of a survey (by A. Torff) given to school principals 
that evaluated schoolteachers’ ineffectiveness in their non-arts classroom.  The three 
most common deficiencies found in the survey results were lesson-implementation 
skills, ability to establish rapport with students, and classroom management skills.  
These deficiencies are all based on pedagogy knowledge. Warburton believed that the 
findings in this study were an extension of his own personal experiences with dance 
pedagogy.  Warburton (2008) stated “that becoming a teacher meant going beyond the 
steps.  It required the development of pedagogical knowledge, from curriculum design 
to lesson implementation to final assessment and back again.”  He called this learning 
process, “teaching for understanding.” 
Although these two different viewpoints of Shulam and Warburton on content 
knowledge and pedagogical knowledge are valid, dance educators approach pedagogy 
in many different ways.   Any teaching artist who has worked in a school setting will tell 
you that it takes tremendous dedication. Unlike teaching in private studios where 
students come because they have a love for dance, working in a school setting can be 
very different.  Student’s that participate in school dance programs are not always 
excited to be there and can be hesitant when it comes to participating.  These students 
can require serious attention and may need a teacher who knows not only what to 
teach them, but how to teach them.  Some educators may base their teaching style on 
their training, some may base it on a predefined guideline of their program within their 
arts organization and others may base it on the population they are instructing. 
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Program Goals and Curriculum 
“As organizations have individual missions for their professional work, they also 
have particular goals for their education programming,” (HSDC, 2011).  Each goal a 
dance organization sets for its educational program is chosen carefully based on their 
mission and the importance of student growth through dance education.  Program goals 
are set before the start of a program and then put into process through the curriculum 
that is designed to produce outcomes from these goals. Teachers, although primarily 
focused on dance, are, “using the discipline as an instructional tool in the development 
of other non-dance goals,” (HSDC, 2011). 
A 2011 study on dance education in Chicago public schools examined 47 arts 
organizations serving schools with dance education and focused in part on those 
organization’s programmatic goals (HSDC, 2011) .  A set of predefined goals were given 
to each participant to rate on a seven point scale on how much or little the goal was of 
importance to the arts organization’s program mission. The goal with the highest rating 
was engaging students who otherwise may not have the opportunity to learn about and 
interact with dance. Other high ranking goals were contributing to students’ social and 
emotional learning, making connections between dance and other disciplines, other 
culture and personal lives. 
The curriculum of an art’s organization’s program is based on the goals 
established at the beginning of the program design process.  These goals most often 
support the mission of the arts organizations, but can incorporate goals of the school’s 
that these organizations are working with, as well. Alvin Ailey Dance Company’s 
outreach program strives to meet the goals of the New York State Learning Standards in 
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the Arts. Its 32 week residency program consists of lecture, demonstration and 
performance components.  Through weekly classes students are introduced of the 
artistry of Ailey aesthetic, and to dance as a technique and a historical art form.  They 
are further exposed to performance through attending an Ailey II show (Ailey, 2012).  
Another example of a company who set its goals in accordance to state and national 
standards for the arts is the San Francisco Ballet.  The 10 to 20 week residency teaches 
dance from around the world.  It uses “world music tradition and rhythms from Latin 
America, Africa, Asia, and Europe to introduce students to concepts universal to dance, 
such as space, time, energy, level and force” (San Fran, 2012).  
As you can see from the results of the Chicago study and the dance companies 
mentioned above, programs do not solely focus on the physical aspect of dance but 
strive to engage students in a way that is relevant to life. Teachers not only introduce 
students to movement and performance, but address critical thinking skills, social skills 
and cultural issues.  The programs strive to meet state and national standards, as the 
standards from the National Dance Education Organization including honoring individual 
student abilities and interests, valuing distinctive backgrounds and cultural heritage, as 
well as their overarching goal to, “enrich students’ lives with lifelong skills, perspectives, 
sensibilities, and understandings enhancing their ability to dance and relate to 
experiences through dance,” (NDEO, 2005). 
 
 
Partnerships and Collaborations 
Collaborating in any sense takes great dedication from all parties.  Building a 
partnership based on trust and having a mutual understanding of obligations, as well as 
developing a strong line of communication is necessary in order to successfully 
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complete a collective task.  But what makes a successful partnership?  “For a 
partnership to last, both partners need to benefit.  Both partners need to come to the 
table equipped not only with a list of needs, but also with a list of resources to offer 
(Gifford, 1992). Everyone has their own set of needs but by communicating clearly, a 
better understanding of each other’s needs is met. Being open minded and accepting of 
each other and each other’s ideas is important when trying to create something that is 
of equal benefit. 
In a study by RAND (2004), a sample of school and arts organizations were 
examined to determine how arts partnerships function in a school setting.  Both schools 
and arts organizations indicated that “insufficient funding and limited time for 
instruction and communication between teachers and organizations hindered even 
simple partnerships.”  They also mentioned a lack of understanding about the other 
partner’s needs and limitations. In some cases, goals of the program were not similar 
and expectations of relationships in the program were not upheld.  Teaching artists 
hoped school staff would be more involved and interested in the program, but instead 
the staff was more interested in other things such as receiving professional 
development opportunities.  Teaching artists also had goals of appreciation of the arts 
and promotion of their own organization. 
Unfortunately challenges do exist within these types of partnerships, but there are 
ways that they can be addressed and conquered.   Before the program begins, partner 
meetings to exchange ideas can be held.   Through these meetings, expectations of both 
partners should be communicated thoroughly so that there are no misunderstandings of 
what is needed from each partner to make it a successful program.  If expectations 
cannot be met by one partner or goals are not mutual, Esther Tolkoff (2004) suggests 
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asking questions and conveying facts such as: “where do you want to go?” or, “maybe 
we can find a way that I can help you get there, a way that is different.” Willingness to 
learn and adapt can be the key to figuring out a way for both partners to be comfortable 
in supporting the program. 
Strong partnerships between dance organizations and schools are extremely 
important to a successful dance education program.   Although both partners have 
individual goals, the main focus should be the students.  “Most school districts have 
adopted or adapted standards that define learning goals within a content area. A clear 
understanding of these standards can provide a starting point for discussion,” 
(McGreevy-Nichols, 2001). By working together, teaching artists and school 
administrators can create a program which will provide the best possible education 
through the arts.  Administrators provide support through organization and 
management skills, public relations support and a sometimes free arts program.  
Schools can provide pedagogical expertise, learning theory and the facilities in which to 
hold the program.  By sharing resources and ideas partners can address a common goal: 
the desire for a better educated public (Gifford, 1992). 
 
Assessment and Evaluation 
 Assessment and evaluation can help measure the impact of many things, but it 
can be one of the most difficult and challenging things for arts organizations to do.  With 
a greater amount of foundations and funders wanting proof of the impact of arts 
programs, organizations are faced with a challenge of providing evidence that they are 
making a difference through their art.  Proving this takes time, staff, money, expertise 
and can be overwhelming if done incorrectly.  Some organizations try to assess multiple 
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aspects all at the same time and do not consider what a consuming process it becomes.  
The potential for an approach that is genuine and realistic is present but has not been 
perfected.  (Phillips, 1997) 
The Idaho Commission on the Arts presents a guide in which arts organization 
can evaluate their programs (2012). It suggests steps and processes which an 
organization should take to create an evaluation plan that will effectively measure the 
impact being made. The first step is identifying your audience, developing a list of 
outcomes and what you hope to achieve through your program. These are used as the 
guideline for your evaluation.   The next step is developing an evaluation plan, which 
tells you if your outcomes are being met.    An evaluation plan consists of strong 
evidence, documentation process which may include student writing or videotaping a 
performance, and ways to analyze the data such as rubrics, statistics or narratives.  The 
third step is reporting and using your results.  Reporting your results correctly is a key to 
showing how your program has a powerful impact. (Idaho, 2012) 
  
Through tools such as surveys, reflections and observations, arts organizations can 
see where improvement needs to be made.  In a survey from a Chicago study of dance 
education in public schools (HSDC, 2011), the highest ranking form of evaluation used 
was teacher/teaching artist surveys at 65%.  Student and teacher written reflections 
came in as the 2nd and 3rd highest rank tool at 63% and 58%, respectively. Following this, 
were student surveys at 58% and written observation by internal staff at 55%.   These 
tools collectively measure the impact on schools, the impact on student learning, the 
impact on teachers and program implementation (Horowitz, 2003). 
Although evaluation can be complex and often difficult, it has increasingly 
become a required document from funders. However, aside from it being a reporting 
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requirement, it is a tool for learning in an organization.  Evaluation can reveal strategies 
on your program and its efforts in marketing.  It can help others, including funders, 
understand your work and realize the benefits that they are supporting. When receiving 
government funding, evaluation helps taxpayers see where and how their money is 
being spent.  It allows your audience to become involved and to share their input.  It 
also allows your audience to know that you are dedicated to your art and that you value 
its place in the community. Finally, it shows what you have accomplished and where you 
need the help of other resources (Georgia State Council for the Arts, 2007). 
 
 Although state certification for teaching dance in public schools is not required 
in every state, “there appears to be a collective consciousness regarding the nature of 
reform for teacher preparations in the arts for the 21st century” (Knowles, 1991).  There 
is a concern for both content knowledge and pedagogical knowledge being present in a 
teacher to effectively teach dance education.   “Dance is a communicative art form, not 
merely a physical one,” (Guigere, 2006). Knowing just dance technique or movement 
will not justify a good education.  Having the ability of knowing how to teach students is 
just as important.  There are certain ways that students learn best, and teachers that 
can provide those methods of teaching are an important part of a student’s growth in 
learning. 
The United States has been developing curriculum for dance in public schools for 
years.  National standards are now recognized and curriculum in dance education 
programs offered by arts organizations is being aligned with teaching goals and 
objectives of those standards.  Common goals found among organizations were to 
educate children who may not necessarily be exposed to arts, contribute to students’ 
social and emotional learning, and to make connections between dance, culture and 
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personal lives.  These goals seem to focus around using dance to educate the whole 
child (ASCD, 2014). 
A huge determinant in the success of a dance education program is equal care 
and commitment from both the arts organization and the school.  As you can see from 
past research, the goals of both partners may not always be the same, but this does not 
mean that this partnership cannot work.  Through partner meetings, exchange of ideas, 
and being open-minded, partners can develop methods that can incorporate both 
points of view.  They can create a program in which they can foster student’s learning in 
the arts. 
Evaluation and assessment is also a core component to measuring the impact 
on many aspects of the arts.  As we know, the tasks of evaluating an organization’s 
program are enormous.  Fortunately, there are many references and examples that an 
organization can acquire to help aide with their evaluations.   Idaho Commission, 
mentioned above, is an example of a reference in the field that can be used as a guide 
by organizations as a guide to assessment and evaluations. Evaluations and assessments 
impact the arts community, funders, and the virtually all parties involved.  Through 
these steps and additional ways to measure performance and impact, the community 
and funders will better understand the importance of arts education. 
Although national standards guide organizations through the creation process 
all the way to the evaluation process, there are no set regulations on how these 
programs should be implemented. Defining a set curriculum or pedagogy for public 
school dance education programs is up to the administrators and educators,  as well as 
determining their partners and their expectations and how the evaluate the program as 
a whole. 
 
 
17 
 
Chapter Three: Research in the Field 
KORESH DANCE COMPANY 
 Koresh Dance Company is a 501(c) nonprofit organization that is “fully 
dedicated to the enrichment of the cultural landscape and artistic reputation of 
Philadelphia.”  Koresh Dance Company was founded in 1991, by artistic director and 
Israeli born choreographer Ronen Koresh, as a performance group and later expanded 
their programs.  They now serve their mission in three ways: performance, instruction 
and community outreach. 
 The Koresh Dance Company, located in Center City Philadelphia, performs bi-
annual home seasons at the Suzanne Roberts Theatre, as well as performing across the 
country.   The company also tours internationally and has traveled to many countries 
including Spain, Turkey, South Korea, Guatemala and Ronen’s home country, Israel.   
The company has performed a large range of repertoire by Ronen Koresh and work by 
other choreographers such as Ohad Naharin, Robert Battle, Donald Byrd, Itzik Galili and 
Paul Selwyn Norton.   
 As an extension of the professional company, a pre-professional company, the 
Koresh Youth Ensemble, was created in 2008 to give children ages 13 to 18 an 
opportunity to train more seriously and to better prepare them for work as professional 
dancers.  The Youth Ensemble trains with Melissa Rector, the assistant artistic director 
of Koresh Dance Company, and performs regularly at the Koresh Dance Company’s 
home seasons in Philadelphia and at the Koresh Artist Showcases throughout the year. 
Students of the Youth Ensemble have gone to study at many prestigious universities for 
dance including the Boston Conservatory, SUNY Purchase and Philadelphia’s own 
University of the Arts. 
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 In 1993, the Koresh School of Dance opened as dance training center for the 
Philadelphia community.  Their new location, just a block from Rittenhouse square, 
boasts four studios along with large dressing rooms and showers.  Over 35 adult classes 
are offered every week for students with all levels of experience in styles such as ballet, 
modern, jazz, tap and hip hop.  Established in 2004, the children’s program offers 
classes for ages 2 to 18 in classes including mommy and me, pre-ballet & jazz, ballet, 
pointe, jazz, modern and hip hop.  Together these two programs bring in over 800 
students every week.  
 The company has two community outreach programs. The Koresh Artist 
Showcase is bi-monthly performance series in which local artists, including Koresh 
Dance Company members, present their work to the community.  All rehearsal space 
and technical needs are provided at no cost to the participants.   The performances are 
held at the Koresh studios, where one of the large studios is turned into a black box 
theatre. This program gives the artists a platform to present their work and to connect 
to diverse audience.  The second community outreach program is Koresh Kids Dance.  
Koresh Kids Dance is a dance education program that serves underprivileged children in 
Philadelphia public schools.  Through this residency program, students participate in 
weekly dance classes and learn not only dance technique but are provided with 
invaluable tools that they can use in all aspects of their lives.   This program is the first of 
three professional dance company outreach programs that will be discussed in the 
following sections. Through interviewing Program Coordinator, Teresa VanDenend 
Sorge, a clearer scope of the Koresh Kids Dance outreach program was established. 
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Teacher Training and Pedagogy 
Koresh Dance Company prides itself in having quality teaching artists for their 
school of dance and all of their programs, including Koresh Kids Dance.   In its inception, 
Koresh Kids Dance had one teacher, Samuel Reyes. Reyes graduated from the University 
of the Arts in 2000 and continued his training with Rennie Harris, Kip Martin and Ronen 
Koresh. He has choreographed for many professional companies including Dance 
Theater X, Zen One Dance Collective, Montazh Dance Company, the Prince Music 
Theatre, Jeffrey Marsh La Cabaret and New Jersey Garden State Arts Festival.  He was a 
teaching artist at Muhlenberg College from 2004 to 2007 and now is a professor of 
dance at Temple University. Reyes’s background in theatre and enthusiastic pedagogical 
style brought life to the program and helped to shape the beginning stages of Koresh 
Kids Dance. 
In 2008, Teresa VanDenend Sorge took over as lead instructor and began to 
develop a program based on her educational experiences.  Sorge received a Bachelor of 
Arts in Dance Education and Dance Performance and Choreography from Hope College 
in Holland, Michigan and her Master’s in Dance Education from Temple University.  She 
is currently on faculty at Muhlenberg College and is coordinator for Koresh Kids Dance.  
As coordinator, Sorge has input on who is selected as an instructors for the program. 
Education and experience of instructors are top priority when hiring Koresh’s two 
instructors, Ellen Gerdes and Shannon Murphy.  
Ellen Gerdes received her Bachelor of Arts in Dance from Wesleyan University 
and her Masters in Dance Education from Temple University.  Gerdes has six years of 
teaching experience with school children in rural Pennsylvania, Philadelphia, New York 
City and even China.  She is currently an adjunct instructor at Temple and Drexel 
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University.  She also teaches the Chinese dance ensemble at the Folk Arts Cultural 
Treasures School.  Her unique quality of being fluent in Chinese allows her to teach a 
diverse audience.  In 2013, Gerdes used this unique quality for Koresh Kids Dance and 
worked with a school whose population was predominantly Chinese.   
Another instructor with a degree in dance education is Shannon Murphy. 
Murphy has a Bachelor of Arts from Point Park University in Pittsburgh.  She has been on 
faculty at the Pittsburgh Ballet Theater, Point Park University, Temple University, Drexel 
University and Swarthmore College.  She has been an instructor for Koresh School of 
Dance children’s program since 2007, where she teaches all ages and styles.  Murphy is 
also working on her level three certification in the Franklin Method, which teaches 
dynamic alignment and how to move use your brain to move your body to maximum 
efficiency.  She uses Franklin Method in her teaching and it has allowed her students to 
take a greater sense of ownership in their movement, as well as be more active in class. 
As program coordinator for Koresh Kids Dance, Sorge understands the need for 
teachers to have the appropriate educational background but also believes that 
continued training is important, as well.  In 2013, Sorge created a teacher training 
program that supports continued learning outside of college/university programs.  In 
conjunction with Koresh Kids Dance, the training program allows trainees to shadow a 
current instructor during their residency at a school and apply their knowledge to an 
academic setting.  The trainee observes classes and teaching methods, learns how to 
create lesson plans that will blend dance and core academics, and assists in teaching the 
class at the end of the semester.  It covers aspects such as leadership, team-work, 
classroom management, cultivating creativity and imagination, as well as how to work 
with students with behavioral problems and learning disabilities. The teaching methods 
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and classroom model come from the principles of the Buildabridge International Inc. 
Arts and Transformation Institute, as well as the Department of Education. The trainees 
leave the program with the tools to be more organized in their teaching methods, the 
ability to adjust their lessons when something is not working and the confidence to 
teach in a school setting.  It not only trains individuals for a future spot as a Koresh Kids 
Dance Instructor, but it also prepares trainees for other professional teaching jobs. 
Koresh believes that one of the most important aspects in their outreach 
program is having a quality teacher who will inspire the students to be engaged and to 
learn.  Aside from all having degrees in dance education and working in the field for 
years, Koresh believes that their  instructors carry qualities that go beyond just teaching 
the assigned curriculum. Their instructors base their teaching on pedagogical 
knowledge.  This requires an “understanding of cognitive, social and developmental 
theories of learning and how they apply to students in their classroom,” (Koehler, 2011). 
This allows them to engage students creatively through action and hands on learning 
instead of memorization and theory, which has shown to be effective by the higher level 
of participation in classes. 
 
Program Structure, Curriculum and Goals 
Since 2006, Koresh has been providing free dance education to the underserved 
youth in the Philadelphia community through Koresh Kids Dance. The program’s 
structure has developed over time from one-time classes in schools throughout the city 
to a 30 week residency with partner schools.  In 2012-13 school year, these partner 
schools included F.S. Edmonds Elementary, George Washington Elementary and Lewis 
Elkin Elementary.  Classes are held once a week for an hour, with the program running 
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fifteen weeks in the fall and fifteen weeks in the spring. This change into a residency 
model has enabled Koresh to formulate a standard curriculum for all schools that 
promote the goals of the program.   
Teresa VanDenend Sorge has played a large part in developing a general 
curriculum for the program that all teachers use throughout the year. This framework 
was founded in part by the US Department of Education, as well as several other 
founding organizations, including Buildabridge, that are dedicated to ensuring the 
readiness of the students of the 21st century. These goals are categorized by artistic, 
academic and social goals to help to educate the whole child.  Artistically, Koresh aims 
to teach dance steps and skills, and aligns them with their mission to provide quality 
instructions in Philadelphia.  Academically, Koresh uses dance as a way to support cross 
curricular learning and to reinforce concepts of current curriculum.  Finally, social goals 
include teaching life skills such as collaboration, communication, self-confidence, 
accountability, healthy expression and respect for self and others. 
Over the course of the year, students will explore a single theme through 
movement exercises.  Themes have included "A hope for my future,” which was in 
conjunction with Martin Luther King Jr.’s “I Have a Dream” speech.  They have also 
explored the theme of identity; discovering who they are and what makes them unique. 
All themes integrate core curriculum subjects including language arts and social studies. 
They culminate the year with a performance for their peers, teachers and family, in 
which they perform a routine that the students create with their Koresh instructor that 
incorporates their learning from the year. Through these lessons in movement and 
integration of literacy and poetry into those lessons, the students are challenged both 
physically and intellectually. The program promotes confidence, discipline, self-esteem 
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and an overall healthy attitude. Students gain team building skills and learn to work with 
peers and teachers.  They also learn how to respect their classmates and to follow 
instructions.  Koresh believes the 21st century skills are imperative for students are 
incorporated into the larger curriculum. 
 
Partnerships and Collaborations 
Over the course of Koresh Kids Dance lifespan, the organization has recognized 
that collaboration is important in building a successful outreach program.  Not only does 
Koresh need to be prepared and well organized throughout the length of the program, 
but the schools share equal responsibility in providing Koresh and the students with 
things necessary for the program to run.   Koresh believes that clarity of expectations of 
both sides of the partnerships should be communicated.  At the beginning of each 
relationship with a school, Koresh distributes a packet of information about the 
program, including a document with program expectations.  Not only are there 
expectations of what the school should expect from Koresh but also what Koresh 
expects from the school to keep the program running smoothly. They reinforce these 
expectations at the start if every school year, even if they have worked with a school in 
prior years.   
Koresh’s responsibilities range from both the company’s administration to the 
instructors.   Koresh Dance Company will provide high quality dance instructions by 
qualified, degree holding instructors and that they will hold a meeting prior to the 
school year with the principal to discuss the program in detail.  The teachers are 
expected to teach weekly dance education classes with interdisciplinary connections 
and are required to give notice if class will not be held any certain week. Aside from 
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providing weekly instruction, Koresh instructors are to schedule a meeting with each 
classroom teacher in charge to discuss policies, cross curricular entrance points for 
dance and discipline strategies.  At the program’s close the teacher will also create a 
collaborative performance with the students to be presented to parents and peers. 
The partner school and their teachers are expected to support the program as 
well.  The partner school must provide a clean space with an electrical outlet that is 
large enough to accommodate all of the students enrolled and to notify the Koresh 
instructors if the space is not available on a certain week so that other arrangements 
can be made. They are also to work with Koresh to arrange for students to visit the 
Koresh studio or attend a Koresh event. The partner school teachers are to provide the 
Koresh instructor with a class roster and school calendar with early dismissals, school 
cancellations or testing days that coincide with the scheduled dance class. The partner 
teacher must support the goals of the program and be present in the dance class to aide 
with discipline and encourage class participation. They must also work together to give 
“dance homework,” as well as inviting parents to the student’s final performance. 
Through clearly communicating theses expectations, enforcing policies and 
knowing who is responsible for what, Koresh believes they have developed successful 
partnerships, but has also seen relationships end with schools because of non-
adherence to the program policies.  For example, Koresh has seen participating schools 
treat the class hour as a free period for their teachers instead of truly being engaged 
and part of the program. Although no schools have left the program mid- year, Koresh 
chose not to ask the school back to participate in the program.  Instead they selected an 
alternative school whose excitement and promised commitment to the program was 
strong.   On the other hand, there are schools that have shown true dedication to the 
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program and its goals. F.S. Edmonds Elementary in East Mount Airy is an example of a 
school that has really has embraced collaboration and it is because of dedication has 
continued to be a partner school since 2008. 
 
Evaluation and Assessment 
Both formal and informal methods are used to measure the program’s outcomes 
through artistic, academic and social goals. Artistically, students learn dance steps and 
skills including rhythm, spatial awareness, focus, dynamics, improvisation, clarity and 
choreography. These are measured through class observation, mini in-class 
performances, verbal quizzing, and the final end of the year performance. Academically, 
the program supports cross curricular learning and reinforce the concepts of the current 
school curriculum. This is measured by in class performance of concepts, verbal 
assessment and classroom assessment by teachers. Socially, students learn life skills 
such as collaboration, communication, self-confidence, accountability, discipline, and 
healthy expression, as well as respect for their self and others. These skills are measured 
through observation, journaling, teacher feedback and student responses.  
All outcomes of the goals are measured by a formal questionnaire that both school 
teachers and Koresh teachers will fill out for each student.   These questionnaires are 
taken at both the beginning and end of the program and are compared to find any 
variance in their responses.   A more informal way of evaluation Koresh uses is verbal 
feedback from the school classroom teachers, administrators and most importantly the 
students.  This can be a candid and more personal way to see how others think the 
program is running. Koresh also invites others outside of the program, such as grant 
administrators and non-programmatic staff at Koresh, to do on-site visits which allow 
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them to gain insight from a different perspective. Last but not least, students are 
required to keep a journal throughout the process which can be an indicator of their 
level of satisfaction and understanding of the curriculum. 
Although Koresh has multiple ways of evaluating the program they sometimes 
struggle proving to Foundations and grant makers that their programs are working.  
These types of organizations are requiring more and more statistics and evidence that 
make connections to program success such as attendance records of students to see if 
school attendance is higher on days they have dance class or grades for classes that 
curriculum has been tied into the lessons  of the outreach program.  Gathering these 
types of statistics, has proven to be difficult for Koresh as getting this type of 
information on a student is not something the school gives out to anyone but the 
student and their guardians. 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
27 
 
CHAPTER FOUR: CONCLUSION 
This study of Koresh Dance Company has examined four important areas of their 
program, Koresh Kids Dance. This Philadelphia professional dance company has shown 
both advancement and challenges throughout their program, both similar to other 
examples in literature. In exploring their outreach initiatives through their program 
structure, teaching artists, collaboration efforts and the evaluations of their programs, 
we see these strengths and areas for growth. 
Koresh Kids Dance’s goal of providing free dance education to the underserved 
youth in Philadelphia stems from their mission, as it does for many other organizations 
including the San Francisco Ballet and Alvin Ailey Dance Theatre.  Hubbard Street Dance 
Chicago’s study on similar programs shows that serving those who may not have the 
opportunity to learn and interact with dance is the most common goal. Other goals of 
the program prove to be similar to national standards from organizations like National 
Dance Education, such as contributing to students’ social and emotional learning,   
valuing distinctive backgrounds and cultural heritage and overall, enriching students’ 
lives through dance by learning in a way that is relevant to life.  
Perhaps Koresh’s strongest aspect of the program, Koresh instructors are 
helping the students make these connections from dance to life skills. Koresh instructors 
may all have very similar educational backgrounds but yet they all bring something 
unique to the program.  Their capacity to engage students in active learning stems from 
their core of pedagogical knowledge.  Like Warburton’s (2008) approach, Koresh 
instructors believe that this type of knowledge is what allows them to get through to 
students.  The instructors know not only what they need to teach but how they need to 
teach.  They understand their audience and realize that these children are not there to 
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become professional dancers but rather to be a part of something that they may never 
be exposed to otherwise because of their economic status.  They are challenged to 
“teach for understanding” as Warburton said, and develop a learning system that works 
for the students they are assigned.  Although, each teacher at Koresh Kids Dance has a 
unique individual approach, they are still able to have a unified vision of the program 
and its goals. 
Though these goals are well understood by Koresh staff and instructors, there have 
been challenges when working in a partnership. Limited time for communication 
between teachers and organizations and lack of understanding about the other 
partner’s needs and limitations were two of the most significant findings in RAND’s 
study of arts organization and school’s partnership functionality and are some of the 
challenges Koresh has faced. In order to conquer these challenges, Koresh has 
established ways to clearly communicate expectations from both sides before the 
program begins as well as continually throughout the length of the program.  Their 
documentation provided to the partnering schools provides comprehensive information 
on the program, its goals and what is needed to obtain them.  
Although they receive feedback from teachers, administrators and students, 
another challenge seems to be obtaining hard evidence and statistics to support growth 
of the program. They are in need of better ways to tie connections with students’ school 
grades and attendance to their learning in the outreach program. Creating a rubric and 
using statistics would help in reporting results and show how powerful the program is 
(Idaho, 2012) but proving this takes time, staff, money, as well cooperation from the 
schools to get the data needed.  Koresh currently provides the schools with expectations 
of the program, and may benefit from adding language that describes how important 
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this data is not only for the organization but its role in keeping the program funded and 
running in their school. 
Koresh is dedicated to enriching the cultural landscape of Philadelphia, and they 
indeed serve their mission through their community outreach program, Koresh Kids 
Dance. The program has evolved since its inception, adapting to its environment and 
audience each school year and learning from its challenges within the program.  Starting 
with one-time classes and very little curriculum structure, the now residency program 
boasts a robust curriculum that addresses the learning needs of students in the 21st 
century. As schools are now depending on outside mechanisms to bring the arts to their 
students, Koresh Kids Dance is vital part of the education community.  By consistently 
examining these four areas of their program, they will be able stay true to their program 
goals and the goals of their school partners. The challenge will be to keep their program 
current and significant and to continue to change the way students are learning through 
the power of the arts. 
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